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Abstract

This thesis is an investigation into the appropriation and assimilation of meaning
by examining the relationship between the technique and meaning of the musical sample
and meaning and memory in architecture. As a previously recorded sound integrated into
a new work, the sample has a dual identity as both detail and artifact. It is a detail of two
or more wholes: an original condition and the new condition, and an artifact from the
context of the work from which it was taken. In architectural design, each recognizable
form and spatial arrangement is a sample from a prototype with its own context and
history. Each time a known form or spatial arrangement is sampled meaning is
communicated from the prototype to the new work. The decontextualization of the
sample, its manipulation and recontextualization into a new work provides the architect a
means for reinterpretation and reinvention. Through an exploration of the use of the
sample in music, art and architecture this thesis shows how sampling can alter the

meaning of the physical environment.
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. Introduction

(Fig. 0) “Triple-Self Portrait” by Norman Rockwell.



“Imitation, then is one instinct of our nature. Next, there is the instinct for ‘harmony’ and
rhythm, meters being manifestly sections of rhythm. Persons, therefore, starting with this
natural gift developed by degrees their special aptitudes, till their rude improvisations
gave birth to poetry”

—Atristotle (Poetics)

"Sampling allows producers to take musical performances from a variety of recorded
contexts and organize them into a new relationship with each other. It is this relationship
that represents the producers' art, and it is this relationship that reveals the producers'
aesthetic goals.”

-Schloss (Making Beats)

To understand the potential of the process of sampling, it is critical that one
understand how that process communicates meaning. The process of sampling has 3
steps: 1. taking a sample from an existing source 2. manipulating the extracted sample 3.
incorporating the manipulated sound into a new original work. To understand sampling
as a process is to understand it in its entirety:

“A...beat consists of a number of real-time collective performances (original recordings),
which are digitally sampled and arranged into a cyclic structure (the beat) by a single
author (the producer). In order to appreciate the music, a listener must hear both the
original interactions and how they have been organized into new relationships with each
other.” (Perkins , 159)

The aesthetic quality of the sample is dependent not only upon the quality of the resulting
work or how well it is integrated, but also the original material sampled and the quality of
its manipulation. Thus, one must understand sampling as a process and not simply as a
result. The process is one of balance. For example, a great horn break taken from a
classic soul album that is unaltered and placed into a new work is not considered
successful because it is essentially “stolen”. However, an accordion sample from an

overlooked album that is cleverly manipulated into a new song is considered a success



because of the skill in which the producer takes something with little accepted value and
makes it enjoyable. This balance can be best seen in the sampling of James Brown’s
“Funky Drummer”. Regarded as the most sampled song in recorded history, the drum
breaks performed by Clyde Stubblefield have been sampled and incorporated into over
100 new songs. If the quality of the process of sampling were simply dependent upon the
quality of the source material, then each of the 100+ songs would be equally good or bad.
However, because of the variation in the break sampled, its manipulation and integration,
the songs vary in quality. As a communicator of meaning the sample must be understood
as a fragment. The post-manipulated, pre-integrated sample has characteristics of both
the original work from which it was taken and the new work into which it will be
inserted. Thus, the sample communicates meaning through its connection to both the
original (appropriation) and the new (assimilation). Both the process of sampling and its
communication of meaning provide a framework from which to begin to understand how

sampling can alter meaning in music and art.



1. Music

Slum Village - “I Don’t Know” Fantastic Vol. 11. (2000)
Feat. Jay Dee, T3 and Baatin.  Sampling James Brown.

[James Brown]
Bobby? 1 don't know.

[All]

Yo, | don’t know why the fuck I'm fuckin’ wit you. (I don’t know.)
Yo, | don’t know why the fuck I'm fuckin’ wit you. (I don’t know.)
See, | don’t know why the fuck I'm fuckin’ wit you. (I don’t know.)
See, | don’t know why the fuck I'm fuckin’ wit you. (I don’t know.)
You, you, you.

[Jay Dee]

Could ask my man, T(3).

| ain’t the (one)

To be, played like them niggas that you use to play for money and
No time for acting (funky) with me.

You best believe that you won't (do it).

[T3]

I'm influenced to like uh, (you know)

And then | pick up the phone shit, (I don’t know).
She walks by casual says my loot is usual.

Baatin says it's him (too).

[Baatin]

How many ladies on your jock?

I mean your whole crew is like (yeah)

You know the S is my crew we rule, (what man you know)
We got a whole flock of niggas with glocks, (you know)
But I don’t know why I'm fuckin’ with you. (I don’t know.)

[All]

Yo, | don’t know why the fuck I'm fuckin’ wit you. (I don’t know.)
Yo, | don’t know why the fuck I'm fuckin’ wit you. (I don’t know.)
See, | don’t know why the fuck I'm fuckin’ wit you. (I don’t know.)
See, | don’t know why the fuck I'm fuckin’ wit you.

(Fig. 1) Lyrics to “I Don’t Know” by Slum Village



(Fig. 2) Origin of James Brown Samples



The song “I Don’t Know” from the album Fantastic Vol. Il by Slum Village is
composed of original lyrics (Fig. 1 & 2) with samples from James Brown and The JB’s
funk songs from 1970-1974. The producer, Jay Dee samples James Brown’s dialogue
with his band before the songs begin, isolating single words and integrating them into
new Slum Village lyrics. Traditionally, samples are incorporated into new songs as a
layer in the “beat” (musical accompaniment) or as the “hook” (chorus), however in the
Slum Village song the James Brown samples are composed so that they are not relegated
to the background (hierarchical), but rather in direct conversation (ahierarchical) with the
members of the group. (Fig. 2) The blatant vulgarity, minimal manipulation of the
sampled material and brevity of the new song each acknowledge the lightheartedness in
its intent. The strength in this example lies not in the manipulation of the sampled
material, but in the transparency of its decontextualization and recontextualization. Each
word taken is a detail from several wholes (word->line->verse) (Fig. 3, Fig. 4, & Fig. 5) and
integrated into a mirrored structure (new word->new line>new verse) in the new song.
While the detail (the sampled word) remains the same, its meaning is altered by its
association with the new lyrics, and begins to structure the new work through its

rhythmic integration.



(Fig. 3) James Brown samples in new context.



(Fig. 4) Banksy. “British rat” London, UK

(Fig. 5) Banksy. London, UK



[1l. Image

London-born artist Banksy uses stencils, spray paint and image sampling in his
street art. Image sampling is the use and manipulation of a known image with a
commonly held association. By manipulating the image that association can be altered.
In many of his works Banksy samples the images of gas masks, smiley faces, the Royal
Family and British policemen to comment upon British customs and culture. In his “rat”
series Banksy samples the image of a rat, generally viewed as a pest in dense cities, as a
metaphor for the residents of London.

The anthropomorphized rats are a commentary on the consumer-oriented,
capitalistic society and are painted 1:1 (rat) scale throughout the city. In the artist’s
words, “In London you’re never more than 20 feet away from somebody telling you
you’re never more than 20 feet away from a rat”. Although rats are common in many
urban areas, in London it is apparent to everyone that there is a rat problem, which makes
Banksy’s image sample all the more potent. His images question whether the rat or the
human citizens of the city are the real pests, and the more images he constructs the more
the pestilence will become apparent.

Another of Banksy’s series takes place on the Separation Wall between Palestine
and Israel. In this series he samples a number of images, primarily of hope: flight,
children playing and those that manipulate the surface of the wall itself. Through the
sampling of these images Banksy manipulates not only the perceived surface of the wall,
but in the process the idea of the wall (Fig. 6). The wall stands as a divider between two

nations in a religious war, and the images attempt to undermine the understanding of wall



as “separator”. Each of Banksy’s works are site specific and are illustrative of the power
of the sample to alter its new context. Through the power of the image, he is able to
modify not only the images he samples, but to a great extent the surrounding

environment.
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(Fig. 6) Banksy. Separation Wall. Palestine/Israel.
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1VV. Sculpture

Sampling in art can be seen early in the 20" century in the “readymades” of
Marcel Duchamp. Art pieces such as “Fountain” (Fig. 7) and “L.H.0.0.Q.” (Fig. 8) both
deal with an original object, its manipulation and integration into a new context.
“Fountain” is composed of a single found object, a urinal. In its original context the
urinal was a detail in the whole of a bathroom. It was manipulated by turning it on its
side and signed as Duchamp’s pseudonym R. Mutt. Then it was integrated into a new
whole, a collection of artwork in a museum. In “L.H.0.0.Q.”, Duchamp samples the
form of the Mona Lisa by Leonardo DaVinci on a cheap postcard, a commentary on both
the value of art and the art-object. Duchamp manipulates the painting by drawing a
moustache and goatee with a pencil and writing the letters 1.h.0.0.9. on the bottom. In
French, 1.h.0.0.9. translates phonetically as “she is hot in the ass”. In English Duchamp is
asking us to “look”, turning the harmless but knowing smile of the Mona Lisa into
something much more questionable. Each is a wry commentary on creating, exhibiting
and viewing art as well as an example of how sampling can greatly alter the meaning of
an object. Through creative manipulation of a urinal, Duchamp elevates a bathroom
detail to the level of high art while the manipulation of the Mona Lisa in “L.H.0.0.Q.”

turns one of the most famous pieces of art in the world into a dirty joke.
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(Fig. 7) “Fountain” Marcel Duchamp (1917)

(Fig. 8) “L.H.0.0.Q.” Marcel Duchamp (1919)
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Andy Goldsworthy is an environmental artist working primarily from his
hometown of Penpont, Scotland. In his work Goldsworthy addresses “natural typologies”
as a way to illuminate the large-scale hidden processes of nature. In his “stone seed”
series Goldsworthy samples the natural typologies “stone” and “seed” (Fig. 9) as a
commentary on the life-cycle and eventual fertility of what we now understand as stone:
“I think to look at stone and see growth through the form of the seed is a very powerful
image for me”. By manipulating the samples stone and seed Goldsworthy creates
sculpture that is neither, deriving meaning from both association with stone and

assimilation from seed.

(Fig. 9) Seed form constructed from found stone. Still from “Rivers and Tides.”
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In another series of his he samples the typologies “boulder” and “wool” and
subordinates both typologies by creating a sculpture whose form and context convey the
solid characteristics of a boulder and visual and tactile texture assimilate it to the soft
qualities of sheep’s wool (Fig. 10). In a natural context where both readings are
plausible, Goldsworthy alters the meaning of both the appropriated and the assimilated,
creating a sculpture that is at the same time neither and both.

In another work Goldsworthy was commissioned to create a fieldstone wall in
upstate New York. Goldsworthy’s wall, like Robert Frost’s (App. D) is a play on the
wall as superficial separator, and chooses inclusivity rather than exclusivity. The wall
subordinates the typology of wall by letting the landscape shape it. Goldsworthy’s wall
is divided into two primary sections, the first part, from the highway to the forest is a
typical wall separating the flat open field from the driveway. The second section of the
wall runs through the forest, undulating in response to trees and topography and finally

dipping into a pond (Fig. 11 & Fig. 12).

(Fig. 10) Rock covered with sheep’s wool.
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(Fig. 11) Wall responding to field. Still from “Rivers and Tides”

(Fig. 12) Same wall responding to topography, trees and water.
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V. Typology

The sampling of architectural form hasalong history. Central to architectureis
theidea of the “type’, a designation that denotes a building form based on program that
has been previously used. In Le Corbusier’s La Tourette, one can see how the type
monastery was modified according to the architect’ s understanding of the project and its
context. While types are an example of sampling, the subject of building typologies has
been written on extensively. This paper attempts to address sampling as a means to
integrate and manipulate meaning at a smaller scale. 1nthe Doma Gallery by W
Architects typological sampling is the designs one big move, and is such a pure example

of typological sampling that it makes it worthy of mention.

(Fig. 13) Barn interior. (Fig. 14) Glass House by Philip Johnson
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The Doma Gallery is sited on a farm turned private residence in Baltimore,
Maryland in which an existing barn was renovated into a museum. The two typological
forms used in this project were the rural barn and the modernist glass box. (Fig. 13 & 14)
The project as a whole addresses the idea of storage by using two building types that deal
with storage in very different ways. The barn is highly functional, open to the elements
and the glass box is a type-form thermally closed and visually open to the environment.
The strength of the project lies in the contrasting materials in the two building types, the
aged wood of the barn warped and bent creates seams for light, wind and view and the
glass and steel creates an area of shelter within the natural environment. (Fig. 15 & 16)
The project examines the change in the use of the land (primarily agricultural to primarily
residential) using type-forms that address storage in effect connecting these two contexts
through time. Sampling Philip Johnson’s Glass House, the design is a play on the
modernist notion of transparency, and addresses the barn not as a building, but as an
extension of nature. Thus, existing architecture and landscape are compressed into a tight
shell around the museum, in what can be understood as the preservation of the cultural

and natural history of the site.
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(Fig. 15). — Doma Gallery. Hampstead, Maryland.

(Fig. 16) - Steel and glass integrated into wood.
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VI. Looping

Looping emerged from the infancy of the hip-hop movement in the late seventies
and as such is the most basic means of sample manipulation. DJ’s at parties sampled
isolated musical instruments (the “breaks”) from disco songs and placed them end-to-end.
This created a structure over which they played original music or other samples. The
sample, as diversely as it is used today, evolved out of that basic structure. What is
considered a detail in the original is looped to create a rhythm that will become the
structure of the new work. This new work provides a new context for the detail, and the
loop (through its cyclical structure) creates a new harmonic relationship between the end
of the loop and the beginning:

“On the most basic level, looping automatically recasts any musical
material it touches, insofar as the end of a phrase is repeatedly juxtaposed
with its beginning in a way that was not intended by the original musician.
After only a few repetitions, this juxtaposition, along with the largely
arbitrary musical patterns it creates, begins to take on an air of
inevitability. It begins to gather a compositional weight that far exceeds
its original significance.” (Schloss, 137)
Architecturally, looping can be implemented in several ways. In the buildings of Richard
Meier the 1/8” seam and facade detail is looped to create an underlying structure to be
understood from a variety of scales- at the human scale the seam creates a rhythm
between panels. At the building scale it creates order for the whole. At the largest scale,
the looped seam/panel creates continuity between places. In adjacent buildings the seam
loop creates an order for the spaces between them. In a song, typically the sample is
looped and isolated (from the other instruments) at the beginning. At that moment one is

aware of the seam between the end of the sample and its beginning. As one continues to

20



listen the seam disappears and a new compositional order is established. In music one
understands the isolated sample before one sees how it orders the whole. In architecture,
the opposite is true. One sees a building from a distance and experiences the whole first.
As one moves closer to the building and inhabits it one experiences the detail at a human
scale (Fig. 17, Fig. 18, & Fig. 19).

In Meier’s Getty Center, in Los Angeles, California the loop is incorporated so
that one understands the detail before the whole, increasing the processional experience
to the building through the growing scale of the loop. At the largest scale Meier’s
buildings around the world contain this looped detail, in effect connecting them through

space through memory (Fig. 20 & Fig. 21).

21



(Fig. 17) How looped detail is experienced in a typical song.

(Fig. 18) How looped detail is experienced in a typical building.

(Fig. 19) How looped detail is experienced in Meier’s Getty Center.
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(Fig. 20) Growing scale of detail becomes generator for order of buildings and spaces
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(Fig. 21) Looped detail connecting panel, facade, building, cities. Collage from Meier buildings in Rome, Italy, Los Angeles, California; Harbor
Springs, Michigan; Barcelona, Spain
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VII. Scratching

Scratching is a form of manipulation in which a sampled record playing on a
turntable is manually reversed to a previous point in the sample. The result is the
revisitation of a sound already heard along with a fragment of the sound played at a
quicker speed in reverse. The scratch is only recognizable as a backward sound when the
scratch is done slowly and deliberately, so in most cases it is only recognized as a
scratching noise, which often serves to integrate the sample into the rhythm of the new
work. The scratch compresses the sample fragment into a much smaller segment of time
while elongating the played sample as a whole. In “Clap Your Hands” by A Tribe Called
Quest, the sample is both compressed and expanded in the scratching between the

samples and elongated when scratched within the sample itself (Fig. 22).

(Fig. 22) Diagram of “scratching”. A Tribe Called Quest — “Clap Your Hands.
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Architecturally, the compression of the scratch and elongation of the sample can
be seen in the linear (city scale) and radial organization (building scale) of St. Peter’s
Square in Vatican City. The obelisk is a sample of a type of monument, and guide how
one moves throughout the city (Fig. 23 & Fig. 24). Each view granted to the obelisk is
the playing of that sample and the view impeded is a scratch until one sees it again. In
the case of St. Peter’s obelisk, one views it from a distance from the Via Della
Conciliazione and it guides ones path into the square.

The square itself is organized around a baroque oval, and extends two colonnaded
“arms” from St. Peter’s Basilica. The square contains three central focal points: the
center points of each circle, and an obelisk at the center of the oval marking the burial
place of St. Peter (Fig. 25). The columns of the colonnades are arranged radially so that
as one moves through it, they experience a compression and expansion like that of the
scratched sample. In this way architectural scratching both integrates the sample into its
context while providing the inhabitant a variety of spatial conditions (Fig. 26, Fig. 27, &

Fig. 28)).

(Fig. 23) Egyptian to Roman Obelisk. (Fig. 24) Sketch of organization of Rome.
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(Fig.25) Extension of St. Peter’s Square into the city

(Fig. 26) Procession through St. Peter’s Square.
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(Fig. 27 ) Compression (grey) and view (yellow) of obelisk.

(Fig.28 ) Diagram of compression/view of sample.
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In Washington D.C. the same radial model is used; but is implemented at the city
scale rather than at a building scale. Washington is organized from a Baroque city plan,
and as such contains various centers and radiating boulevards. The National Mall is
organized around a central point at which two axes, the Capital Building to the Lincoln
Monument and the White House to the Jefferson Monument, meet. At that central point
stands the Washington Monument. The Washington monument takes the same sample,
the obelisk monument and uses it to define a center in the city. Because of the scale of
the monument vs. the scale of the city the monument is visible from a much larger
distance than that of St. Peter’s. If one were viewing the monument from a random point
in the city it would be like hearing a sample played with no manipulation. But viewed
from the various monuments and important buildings the sample-obelisk is scratched,
through framing and reflection, into the fabric of the city, creating a number of
meaningful connections between the sample-center and points in the city. Unlike in St.
Peter’s one is not moving strictly radially with respect to the monument, but as one
moves throughout the mall and its monuments one revisits the experiences of the obelisk
through various forms of framing and reflection.

Both of the examples above use the monument as a way to mark points in time.
Each is a monument to a man, and as such can symbolize not only his life, but the
abstract qualities associated with it. In either case, the monument is scratched into its

environment in a way that is both planned and deliberate.
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(Fig. 29) Obelisk- sample scratched into the monuments of the city. St. Peter’s Square overlaid on Washington D.C.
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Other forms of scratching, however develop slowly as a result of the changes in a
place over a long period of time and as such can integrate the sample not only to its
current surroundings, but also to a context that does not exist. By looking at the Santa
Croce district of Florence, Italy today one can see in its built structure a response to its
current context and a reference to a Florence of the past. Originally, the oval shape of a
Roman colosseum formed the northeast side of the Santa Croce Piazza. Over time shops
were built into the walls of the colosseum, eventually taking over the entire grounds.
Rather than expanding over time to form a traditional urban street, the shops that replace
the colosseum do not expand beyond its original borders. In Florence today, one can see
how the two roads that once led to the colosseum doors, the Via Decocchi and the Borgo
Dei Greci, now pass through it to the piazza. What remains of the colosseum is only a
shadow of its former self, yet its form speaks volumes not only of the site but the
surrounding district as well (Fig. 30). In the now pierced border one can see the
centering and re-centering of a district; the evolution of the urban context. Although the
colosseum is entirely gone, the sample still retains its border and continues to shape its

contemporary environment.

(Fig.30) Santa Croce district of Florence, Italy.
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Another example of this type of scratching can be seen in Istanbul, Turkey. In the
year 330 CE the Emperor Constantine moved the center of the Roman Empire from
Rome to Byzantium (Fig. 31). What is interesting about this shift is not the shift in itself,
but how a set of existing samples, all indicators of power, are used in the new context. In
order to communicate “New Rome” as a center of power greater than that of Rome,
Constantinople overlays a Roman plan on top of the existing city, demolishing nearly
every remnant of its Greek past (Fig. 32). Today, one can see the history of the growth of
the city after 330 in the various expansions of the Roman city walls, as the samples
incorporated into the plan of the city reference the city of Rome rather than Byzantium.
In this way this example of scratching stands in stark contrast to the colosseum of
Florence. The Roman samples are not manipulated and incorporated into the new
context, but rather overlaid; creating a new work whose meaning is appropriated far more

than assimilated.
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(Fig. 31) Map of Rome 350 CE. The sample.
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(Fig. 32) Map of Roman expansion from 330 CE overlaid on modern day Istanbul. Overlay of the sample on new context.



The Arch of Constantine (315 CE) is an interesting point of comparison for the
example above, in that it is illustrative of a different sampling process entirely. In the
Arch of Constantine, one can see that the triumphal arch is the primary form-type, and is
inherently associated with previous arch monuments like the Arch of Hadrian (Fig. 33).
Unlike monuments that had come before, Constantine’s Arch is a spoliated monument,
containing (literal) fragments from powerful Roman civic structures and details (statues,
bas relief, etc.) taken from buildings constructed under the reign of Trajan, Hadrian and
Marcus Aurelius. Although the process of sampling differs in the previous two examples,
the aim of each is the same: the preservation and communication of Roman and
Constantinian power. It boils down to what is viewed as internal versus what is viewed
as external. The Roman city model (internal) is overlaid on the city of Byzantium
(external.) In order to communicate the internal model, the external model is sacrificed
and meaning is communicated through appropriation. In the second example, the
buildings and monuments of past rulers (external to Constantine’s reign) are fragmented
to fit Constantine’s monument (internal.) In this case, meaning is communicated through
assimilation. The Roman examples illustrate how symbols of power from sources both

internal and external can be sampled, manipulated and integrated into a new context.
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(Fig. 33) Arch of Constantine. Rome, Italy.
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VIIl. Masking

Masking results from the overlay of two things. Although music allows a degree
of simultaneity, it is still possible to create a mask through the use of rhythm and volume.
The object with the louder or stronger rhythm becomes the mask, while the other sound,
obstructed from the ear, becomes the masked. To mask the sample is a way to integrate it
into the new context. For example, if two sounds with a common rhythm are played
simultaneously, and the sample is the masked, then one could fade out the more
prominent mask as a transition to the sample, all while keeping the same rhythm. The

opposite could be done transitioning from sample to new work.

(Fig. 34) Sample serves as transitional mask between the old and the new. Fog House by Adjaye
Associates.
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In the Fog House by Adjaye Associates, the sampled fagade of the old building
serves as a transitional mask to the new residence behind it. The common rhythm that
makes this transition possible is the window spacing used in the original fagade and new
structure behind it. Adjaye distinguishes the mask from the masked by painting and
framing the sampled facade. By painting the old fagade one color, one understands it as
an object off which the addition is read. At the same time, the color of the mask (dark
grey) and the metal of the new addition are complementary in color. The mask is framed
using materials unique to the addition, so one understands it as separate elements
compositionally, but identical in material. In this way, he is able to differentiate the
sample mask and the new residence while at the same time unifying them, creating a
design rooted to its context through the sample (Fig. 34).

The song, “Untitled/Fantastic” by Slum Village contains a mask, a high keyboard
note that plays continuously through the entire song, disappearing only to mark important
moments such as the transition between verses. It is the highest sound in the song (in
terms of octave), and as such marks the sonic high-point for the other elements.

Balanced by a bass drum on the low end, each marks a limit (key-high; drums-low) in
between which the emcees and lower key movements are suspended. The mask in
“Untitled/Fantastic” creates very defined limits that structure the entire work. The Dirty
House, by Adjaye Associates can be understood in much the same way. In section the
facade mask, the only element salvaged from the existing furniture factory, creates a limit
between interior and exterior, masking the sacred from the profane. The suspended space
in the song takes the form of a two-story hallway, and provides a transition zone from the
street to the studio space and living quarters. This relationship is understood in the
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elevation through the white roof “floating” over the heavy masonry fagade. The paint of
the facade is commonly used to deter graffiti on street-level mechanical boxes, rooting
the facade to the street. The suspended space is articulated in the facade is the 2" floor
balcony, creating a space granting views to and privacy from the street. The mask is used
very differently in these two projects even though the context (former manufacturing
district/London/renovation into residence) is much the same (Fig. 35, Fig. 36, & Fig. 37).

The Fog House in Clerkenwell is located in a former manufacturing district that,
much like those in New York, has been renovated and the property values are high.
Because of this the mask is used to create a transition between the old and the new. The
Dirty House is sited in a neighborhood that has yet to be revived, and as of now is in need
of repair. For this reason, the mask is used to create a strongly defined limit between the
interior and exterior. Although, in both cases the sample is integrated into the new
context as a mask, the manipulation of each is a careful response to two different

conditions (Fig. 38).
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(Fig. 35) Dirty House exterior.

(Fig. 37) Procession from profane exterior

(Fig. 36) Dirty House interior.

through transition space......... into sacred interior.

40



(Fig. 38) Dirty House. Low, high limits and suspended space in plan, section and elevation.
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IX. Layering

Although layering and masking are similar in some respects, layering differs from
masking in that it has to do with the overlay with three or more things. The renovation of
and addition to Castelvecchio by Carlo Scarpa from 1956-1973 is an example of how
layering can be used to integrate two structures built nearly 600 years apart. The original
structure was built in the medieval Veronese period and is a typological sample of the
castle, a private residence, defensive structure and visual center (Fig. 39). In its addition
and conversion to a museum Scarpa was aware of history of the existing structure and
sought to integrate the new buildings through the use of layered construction, sculpture
and bridges. Through layered construction, Scarpa does not emulate the original type-
form castle, but the effects of time on a 600-year-old stone structure. It addresses how
time can both build and erode, and he designs and exposes his addition as a layered

structure to integrate the new and the old (Fig. 40).

(Fig. 39) Ziggurat. The sample. (Fig. 40) The result — layered construction.
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The layered construction exposes a traditional equestrian statue, cantilevered from the
new building into the interstitial space. In ancient art, sculpture was an extension of the
wall surface through bas relief. (Fig. 41) In Classical and Renaissance sculpture, the
work is placed on a plinth and raised above the level of the viewer (Fig. 42). In 1895
Rodin lowered his “Burghers of Calais” from a plinth to the ground in order to connect
the sculpture to the environment and the viewer to the emotion in the work (Fig. 43).
Scarpa is aware of each of these steps in the presentation of sculpture and floats the
equestrian statue in the space between the buildings as a visual focal point and point of

transition (Fig. 44).

(Fig.41) Egyptian Bas Relief. (Fig.42) David, Michaelangelo.

(Fig.43) Cast copy of “Burghers of Calais”, Rodin. (Fig.44) Castelvecchio
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Another way in which Scarpa creates a unity between the two structures is
through the use of the bridge, both as metaphor and literal means of connection. The
bridge is a connector and unifier, and serves as a transition space between the original
castle and the new structures (Fig. 45). Moreover, Scarpa samples the form “bridge”, a
construction common to castles in the drawbridges that both separate them from and
connect them to their context. By separating the structures, Scarpa focuses on the act of
“crossing”, and makes the inhabitant not only aware of the connection between the two

buildings but the space between them as well (Fig. 46).

(Fig. 45) Ponte Scaligero. Verona, Italy. (Fig 46) Bridge from Scarpa addition.



X. Transition

This thesis was an investigation into the process of sampling and its ability to
recast meaning. In terms of program it is an attempt to recast observation as not only a
visual relationship between seer and seen, but a combination of complex intellectual,
physical and visual relationships. Using recognizable and site specific building forms,
this project attempts to create unseen relationships between person and place. The three
primary forms chosen were the radar tower, lighthouse and wind turbine.

The procession as one enters into the observatory begins on the board walk where
one veers off the existing path and continues on the seawall. As one moves along the
seawall the colonnade, shipping containers and perforated panels (board ) limit ones
visual relationship to the landscape. The spaces also become more confined, allowing for
the natural processes of the site to enter. This while creating a more confined space
sample the landscape and fade into a far more physical relationship

The first three sections of the design gradually decrease ones visual connection to
the landscape, while expanding the physical and the intellectual.

Key:

0 — Beach walk

1 — Colonnade

2 — Ramp

3 — Grotto

4 — Radar tower

5 — Underground walkway

6 — Camera obscura tower
7 — Turbine tower
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The overall plan is numbered in terms of projected start path. The plan is
organized around 3 center points in which the radar tower, camera obscura tower and
turbine tower are located. The radar and turbine towers location was chosen based on
geometry of existing seawall. The camera obscura tower, located in an industrial zone
was placed to create an equilateral triangle, connecting the natural and built landscapes of
the site (Fig. 47 & Fig. 48: 0,1,2,3,4,5,6,7).

A procession from the beach walk to grotto is illustrated in Figure 49 (0,1,2,3).
Colonnade scratches natural landscape, diminishing visual connection while the space
becomes gradually smaller, increasing the physical connection to landscape.

Figure 50 and 51, show the ramp leading from colonnade to grotto, where the
views are restricted to 42.5” x 60” windows (1,2,3). The postcard proportioned windows
within the shipping containers sample the standardization of observation by placing the
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